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ABSTRACT 
 
 
 
 
The purpose of this paper is to discover what audience engagement practices are 
being utilized by orchestras in Western and Central New York.  In the constantly 
changing field of orchestral audiences, orchestras need to find innovative ways to build 
relationships with current and potential audiences.  While the large majority of classical 
music audiences are white and middle to upper class, that audience group is aging, 
causing orchestras to focus on newer audiences, particularly younger ones.  This study 
also discusses activities that can attract the millennial age group. 
The conclusions reached in the study are the result of interviews with staff 
members that are responsible for creating marketing plans, including engagement 
activities and strategies.  The results found were then analyzed and considered against 
current suggested practices.   
The findings from this paper will hopefully be useful to other orchestras, across 
the nation, in finding and developing audience engagement activities for their 
constituents, including in-depth musical programming, social events before and after 
concerts, and interactive community outreach programs. 
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INTRODUCTION 
 
 
Audience engagement is still a term that seeks a concrete definition, as it can be 
subjective depending upon who you ask to define it.  For the purposes of this thesis, the 
definition that fits best with the questions I put forth is as follows: 
“Audience engagement is defined as a guiding philosophy in the creation and 
delivery of arts experiences in which the paramount concern is maximizing 
impact on the participant” (Brown and Ratzkin 2011). 
 
Based on this definition, engagement goes beyond selling tickets and subscriptions.  
Engagement should create an experience that has some lasting impact on an audience 
member.  But with audience demographics changing and technology rapidly 
encroaching into the arts world, how can arts organizations engage with their audiences 
in ways that are meaningful and impactful? The purpose of my research was to find out 
how three orchestras in Western and Central New York were addressing the changing 
needs of their audiences and what engagement activities they were providing their 
constituents.  The orchestras included in this thesis are the Buffalo Philharmonic 
Orchestra (Buffalo NY), the Rochester Philharmonic Orchestra (Rochester NY), and 
Symphoria (Syracuse NY).  
Each orchestra in this study is located in one of the three highest populated 
counties in New York State outside of New York City: Buffalo Philharmonic Orchestra 
(Erie County, population: 922,578); Rochester Philharmonic Orchestra (Monroe County, 
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population: 749,600); and Symphoria (Onondaga County, population: 468,463) 
(www.census.gov).  Demographics in each city are also similar, with the main city being 
more racially diverse than its county.  For example, the percentage of “Black or African 
American alone” ranges from 31.5% to 41.7% in the city proper, but falls to 11% to 15% 
when looking at the entire county, (US Census report April 2010).  Despite each 
orchestra being in the city center, much of their audiences come from the suburbs, 
where the population is less diverse.  This aligns with historical classical music 
audiences, which tend to be older, wealthier, and predominantly white (NEA Report #58 
2015).  All three orchestra audiences generally follow these trends, which make up most 
of the subscriber base and audience numbers.  Each orchestra, as well, has a difficult 
time attracting younger generations to their concerts.  However, this is due to a 
combination of a lack of interest and value of classical music in the eyes of younger 
generations, as well as a limited programming, specifically, for these target audiences.  
The Rochester Philharmonic Orchestra and the Buffalo Philharmonic Orchestra 
are both listed in Group 2 on the League of American Orchestras website.  Symphoria is 
listed in Group 5.  Orchestras are assigned to groups based on “meeting group size”, 
which correlates to the size of the orchestras budget, with Group 1 being the largest 
(www.americanorchestras.org).  Revenue versus expense data can be found in Figure 1. 
Both the RPO and BPO have benefited, financially and socially, from long histories within 
their respective communities.  The RPO was established in 1922 by George Eastman, 
also the founder of the Eastman-Kodak Company and the Eastman School of Music (RPO 
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website).  The BPO was founded in 1935, and plays in Kleinhans Music Hall, which is a 
National Historic Landmark designed by Finnish architects Eliel and Eero Saarinen (BPO 
website).  In direct contrast, Symphoria was founded in 2013, after the collapse and 
bankruptcy of the Syracuse Symphony Orchestra.  According to Jon Garland, Assistant 
Director and Board Member of Symphoria, “the musicians of the orchestra created a 
foundation, two days after the former orchestra filed for bankruptcy, with the intent of 
performing concerts, in order to maintain some sort of positive voice” (Garland 2016). 
Eventually, that foundation collaborated with people in the community to create a new 
organization, Symphoria, and received nonprofit status.  Because of its short history and 
predecessor’s controversial end, one of the main issues Symphoria deals with is 
establishing credibility and demonstrating sustainability to the community, after the 
“untimely demise of the Syracuse Symphony Orchestra in 2011” (Underhill 2016).  
Before Symphoria, the Syracuse Symphony Orchestra had been entering their 50th 
Anniversary season when it declared Chapter 7 bankruptcy, due to a “$5.5 million debt 
which included a $2.5 million unfunded pension liability, outstanding accounts payable, 
bank debt, and unfulfilled subscriptions” (Johnson 2011). 
After completing my research, I found that while the orchestras had some 
similarities, they each had their own strengths and weaknesses that played into their 
audience engagement practices.  Each orchestra offers its patrons pre- or post-concert 
activities, either in the form of a lecture (RPO and Symphoria) or a party with food and 
drinks (BPO).  Additionally, each orchestra offers an extensive summer concert series, 
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with most performances free to the public.   The Buffalo Philharmonic Orchestra offers 
its patrons and communities further engagement opportunities such as the Know the 
Score series and Soundwave concert, the latter of which was designed specifically to 
attract younger audiences.  The BPO also has begun to offer an innovative text message 
marketing program, launched during their summer concerts.  
 The Rochester Philharmonic Orchestra offers the most traditional types of 
engagement activities as stated above.  The orchestra presents a few special events 
throughout the year, usually with one concert that targets younger, nontraditional 
demographics, such as a Final Fantasy or Legends of Zelda themed program.  For the 
past two seasons, at the season preview concert, the RPO has encouraged the audience 
to tweet throughout the evening, in order to build excitement for the upcoming year.  
Outside of this event, social media and digital media are used as tools to supplement 
the RPO’s direct mail program, which they still rely on quite heavily throughout the year. 
 Symphoria has only been operating for 3 years, so the organization is still 
learning about their audiences and what is motivating or preventing them from 
attending concerts.  After the collapse of the Syracuse Symphony Orchestra, many 
previous donors “shifted their attention to Syracuse Stage”, a professional theater 
company affiliated with Syracuse University, or “shifted their allegiance to another 
institution” (Underhill 2016).  While Symphoria does have some returning patrons, the 
organization “has to be innovative enough to attract people who maybe never went to 
the SSO” (Underhill 2016).  Simply because they are a “new” organization, Symphoria 
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has had to build its audience up again, from those who were SSO supporters, and those 
who are new to classical music in general.  Starting in the 2016-2017 season, Symphoria 
will offer its patrons the traditional pre-concert lecture before its Classical concerts.  
One aspect that sets Symphoria apart from the BPO and RPO, is that about 75% of their 
marketing budget is allocated for digital advertising, such as Google Banners.  This heavy 
investment has paid off, translating to dramatic growth in their website traffic and 
online ticket sales.  However, because of its short history, Symphoria does not have 
enough data to predict when it will begin to level off, or where its growth will begin to 
even out.  An encouraging statistic, however, is that between its second and third 
seasons, Symphoria experienced a 20% growth in single ticket sales (Bolt 2016). 
 
LITERATURE REVIEW 
 
 
 
Audience development and engagement has become a necessary aspect of 
performing arts organizations in response to current trends in audience behavior.  While 
the renewed focus on engaging and attracting new audiences has increased in the past 
decade due to decreased funding from government organizations and increased adult 
leisure time competition, 50 years ago, the arts and culture sector looked quite 
different.  In 1965, the National Endowment for the Arts was signed into law by then 
president Lyndon B. Johnson.  With the increased funding provided by the federal 
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government, arts organizations multiplied.  However, just twenty years later in 1985, 
“the entire nonprofit performing arts industry was faced with declining support due to 
an economic recession” and the crisis has yet to subside in the 21st century (Bernstein 
2014).  Due to the decrease in public funding and changing tastes of arts audiences, the 
importance and finesse of arts marketing has become even more crucial.  Over the past 
two decades, extensive research has been done on issues affecting arts attendance, arts 
participation, and audience engagement, most notably by the National Endowment for 
the Arts, the Wallace Foundation, and WolfBrown.  This literature review is broken into 
three main sections: trends in arts attendance, major motivators and barriers to arts 
attendance, and current and suggested practices for audience development and 
engagement. 
 
Trends in Arts Attendance 
 
The decline in the number of arts attendees is one of the most critical issues 
facing performing arts organizations.  According to a National Endowment for the Arts 
report entitled “A Decade of Arts Engagement”, classical music attendance, by those 
who responded to the survey, declined from 11.6% in 2002 to 8.8% in 2012 (NEA Report 
#58 2015).  In another study involving 63 orchestras in the United States, it was found 
that between 1987 and 2003, “overall attendance per concert declined by 2.8% per 
year” (Flanagan 2012).  It is these alarming trends that cause arts marketers to look for 
new and innovative ways to retain current audience members, and attract new target 
12 
 
 
audiences.  It is important to note that this trend is occurring in both the United States 
as well as European countries, which are now facing decreased government funding as 
well.  Jeffrey Nytch, Director of the Entrepreneurship Center for Music at The University 
of Colorado Boulder, calls the cycle of declining audiences and decreased funding “The 
Cycle of Irrelevance” (Nytch 2013).  The third phase of this cycle, according to Nytch, 
occurs when the artistic product is curtailed.  In other words, when attendance is down 
and funding is cut, ultimately the product being offered by arts organizations suffers, 
thus starting the cycle again.  According to a report published by the Wallace 
Foundation, there are four larger trends of the 21st century that are affecting arts 
attendance: “waning arts education, changing demographics, competition for leisure 
time, and the technology boom” (Mendels 2014).  This has led to a shift in marketing 
principles, focusing more on the customer, not the product, and how an organization 
can “satisfy the needs and wants of its clients and publics within the constraints of its 
mission and budget” (Bernstein 2014). 
Motivators and Barriers 
 
When analyzing attendance patterns, it is equally important to understand why 
these patterns are occurring.  Based on results collected from the 2012 General Social 
Survey (GSS), the National Endowment for the Arts produced its 2015 report entitled 
“When Going Gets Tough: Barriers and Motivations Affecting Arts Attendance”.  This 
seminal report sought to discover why individuals are not attending arts events, 
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especially those who have clearly expressed interest, referred to as “interested non-
attendees” in the report (NEA Report #59 2015).  Results from the GSS showed that 
13.3% of adults (31 Million) were interested in an arts event, but did not attend (NEA 
Report #59 2015).  The number one motivator for arts audiences is socializing, a concept 
that is well known in the industry (NEA 2015, Baker 2000, Kolb 2001).  For the 
“interested non-attendee,” one-fifth of this population cited no one to go with as a 
major barrier (NEA Report #59 2015).  In this sense, socializing is both a major motivator 
and a major barrier to arts attendance.  To apply this thinking to the millennial 
generation (18-29 year olds), in a study done by LaPlaca Cohen, almost half (43%) of the 
participating millennials would not attend a cultural event if they could not find anyone 
to go with, compared to only about a quarter of Gen X (26%), Baby Boomers (25%), and 
Pre-war (27%) participants. (LaPlaca Cohen 2014).  Based on these findings, it is crucial 
that arts organizations create a more social experience for millennials, in order to draw 
them in based on their main motivators and barriers. While millennials are the next 
logical demographic to cultivate, orchestras, and arts organizations in general, need to 
ensure that they are developing relationships with all their constituents in order to 
create lasting connections within their community. 
 
 
Current and Suggested Practices 
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Before discussing current practices in audience development and engagement, it 
is important to distinguish the difference between the two.  Both terms typically fall 
under the umbrella of Arts Marketing. Audience development, as defined in the book 
Standing Room Only, means “strategies and tactics designed for immediate results”, or 
getting people to buy tickets and attend concerts (Bernstein 2014).  The development 
aspect of arts marketing can be categorized as transactional, focusing on the financial 
gains for the organization.  An important part of the marketing process, but one that 
does not focus on the consumer.  Audience engagement, however, focuses on 
“deepening relationships with current stakeholders and expanding reach over time” 
(Bernstein 2014).  Engagement moves beyond the consumer’s transaction and seeks to 
build relationships with arts consumers.  This is a crucial element of the marketing 
process as it seeks to provide consumers with quality experiences that are relevant and 
value-filled. 
 As stated by Tim Baker, in his book Stop Reinventing the Wheel, a successful 
audience development program “will rely first and foremost on an understanding of the 
perspective and needs of the specific audience to be developed” (Baker 2000). The word 
developing here means building and sustaining relationships with arts audiences, so that 
they feel welcomed into the organization, primarily to develop loyalty. This sentiment is 
echoed in much of the literature on audience development, as well as the concept that 
audience development practices should be integrated throughout the organization, and 
should be written into long-term strategic plans (Baker, Wallace Foundation, Nytch). 
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 One strategy that is often discussed in audience development, but that should not be 
relied on for long term results, is dynamic pricing, or revenue management.  Pricing 
strategies are only short-term solutions to attracting audiences and should be used with 
careful consideration for how it affects the overall value, real and perceived, of the 
artistic product.  While raising ticket prices can increase overall revenue, it is important 
to take other factors into consideration, such as competing leisure time activities, seat 
desirability, and overall demand for a performance (Flanagan 2012).  Michael Rushton, 
professor of Arts Administration at Indiana University of Bloomington, states that if 
dynamic pricing is constantly used by an organization, specifically to lower prices, then 
initial price points should be analyzed and perhaps changed. (Rushton 2013).  Rushton’s 
major point, however, is that if prices are continually lowered to increase attendance in 
the last days before a performance, then the organization is, in effect, training its 
audience to wait until the last minute to get the lowest priced ticket. (Rushton 2013). 
 Joanne Bernstein supports this argument by stating “too often, organizations take the 
route of offering discounts instead of improving and/or communicating well their 
benefits” (Bernstein 2014). 
Practices that are commonly suggested and used within organizations are those 
that encourage engaging with audiences that the organization is trying to cultivate and 
provide easy access points for target audiences that have no experience with your 
artistic product.  A starting point for most organizations is market segmentation.  This is 
an essential first step of audience development and leads to “attracting the right people 
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with the right message through the right media at the right time with the right product 
at the right price” (Arts Marketing Project 2010).  Arts organizations should spend a 
considerable amount of time identifying potential target audiences and developing 
appropriate and attractive marketing campaigns in order to encourage attendance. 
 While arts organizations traditionally use demographics to segment their market, this is 
only a starting point and marketers must move beyond surface characteristics and seek 
to understand the needs and interests of their potential audiences (Arts Marketing 
Project 2010).  This typically includes highlighting the extrinsic values of the arts 
experience defined by Nytch as “the social interaction, the variability in live 
performance, the sense of shared, communal experience, and perhaps civic pride 
and/or the social status of ‘seeing and being seen’” (Nytch 2013).  Once common 
characteristics are discovered between groups of people, a target audience can be 
created and marketing plans can be developed.   
The next question in audience development, after researching and selecting 
target audiences, is deciding what artistic product should be marketed to each group. 
 Historically, subscriptions are the gold standard and arts organizations want potential 
audience members to subscribe.  However, in the past decade, “the traditional 
subscription model has been under significant pressure”, and as a result, “orchestras 
need to adapt...to the changing demands of consumers” (Wyman 2015).  Since the early 
2000s, in addition to declining audience numbers, “people have become more 
spontaneous...and are less likely to commit a year in advance to specific dates or to an 
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entire series of performances” (Bernstein 2014).  An Oliver Wyman study hypothesized 
that “it is the pricing and packaging of concert series that is unattractive to audience 
members rather than the underlying product” (Oliver Wyman 2015).  Further into this 
report, Wyman offers a new model for the 21st century with a “membership program to 
build relationships that create a sense of belonging” which can promote engagement 
through exclusivity (Wyman 2015).  
Millennials are often a target audience for arts organizations.  However, even 
with increases in education and income (factors that are typically indicative of higher 
rates of arts attendance), younger generations are not attending performing arts 
concerts at the same rate that audiences are declining (Flanagan 2012).  An NEA study 
shows that over a one year period, only 18.2% of all adults attended a live classical 
music concerts, and only about a quarter of those attendees were ages 18-34 (NEA 
Report #58 2015).   This age group is typically thought of as seeking cost-effective 
entertainment options and reluctant to spend money on an orchestra concert.  Contrary 
to this belief, research has shown that “millennials have higher uptake at all price points 
and are less price sensitive” (Oliver Wyman 2015).  Essentially, millennials are often 
willing to pay a higher price than most people had previously thought, for things they 
are highly interested in.  Robert Nytch states that pricing isn’t the problem, but “that the 
value established by the market is not enough to cover the cost of the product” (Nytch 
2013).  In other words, millennials do not think an orchestra concert has enough value 
to cover the price of admission.  Interviews completed in a study in the UK suggested 
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that “what was needed was more advertising to raise awareness, specifically targeted at 
the youth market, which better conveyed the content of an event, and which was 
engaging and capable of capturing the interest of young people” (Baker 2000).  
Once arts organizations develop these audiences, how do we keep them 
engaged and turn them into repeat attenders?  In the study “Making Sense of Arts 
Engagement” conducted by arts researchers and consultants at WolfBrown, in 
conjunction with the San Francisco Foundation, the “Arc of Engagement” was created to 
generalize the entire arts experience.  The five stages include “build-up, intense 
preparation, artistic exchange, post-processing, and impact echo” (Brown and Ratzkin 
2011).  While developing audiences was at one point considered enough to increase 
attendance, “the increased focus on engagement is a response to broad social 
trends...as a growing number of consumers demand more and more intense, 
multisensory, and customizable experiences” (Brown and Ratzkin 2011).  To respond to 
these changing needs, arts organizations need to focus “not just on the artistic product 
itself but also on the extrinsic value of the live performance experience, including venue, 
avenues for social interaction, and incorporation of other media” (Nytch 2013).  In other 
words, orchestras, and arts organizations in general, need to provide their constituents 
with an experience that focuses not just on the artistic product, but also on the whole 
experience of attending a performance.   
Especially for first-time attenders, the actual experience, encompassing 
everything from the ticket purchasing to the venue parking, is just as important as the 
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artistic product.  Orchestras should carefully look at how they can use the pre- and post- 
concert to enhance the overall audience experience.  For first-time concert attendees, 
offering pleasant and engaging activities throughout the experience, and not just the 
artistic product, can help reduce the amount of churn experienced by an arts 
organization.  A churner is defined as “a customer who does not come back the 
following year” (Oliver Wyman 2008).  However, these churners, or “unconverted 
trialists,” often represent up to 39% of orchestra customers (Oliver Wyman 2008). 
 Therefore, they represent a highly valuable market for performing arts organizations to 
increase audience members, who have already attended at least one concert.  Single-
visit audience members typically “are looking for a more seamless end-to-end 
experience, valuing social elements of the experience, such as the ability to go with 
friends/ family and the availability of a bar” (Oliver Wyman 2008). In the book, The 
Audience Experience, the overall arts experience is broken down into four categories: 
“knowledge, risk, authenticity, and community engagement” (Radbourne, Glow, and 
Johanson 2014).  The first category refers to how audiences seek to gain information 
from the performing arts experience.  Similarly, in a study done by LaPlaca Cohen, 
“expanding my perspective” was the one of the top reasons respondents included 
culture in their lives (LaPlaca Cohen 2014).  When people are attending arts events, 
they, on some level, are looking to be challenged and introduced to new concepts and 
perspectives.  The challenges for performing arts organizations is to introduce these 
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“new” ideas in a way that is accessible and inviting to seasoned subscribers and 
newcomers alike. 
While arts marketing is a broad field, often including both the development and 
engagement sides of the equation, I have chosen to focus on audience engagement 
practices in three orchestras in Western and Central New York: the Buffalo Philharmonic 
Orchestra, the Rochester Philharmonic Orchestra, and Symphoria.  These orchestras 
were chosen based on their proximity to my location: Rochester NY.  Additionally, I 
chose to limit my research to orchestras in order to analyze engagement practices on a 
micro-level, in hopes that the research will have practical applications for the field as a 
whole. 
 The data for my thesis was mainly collected through interviews with staff 
members at each organization (Appendix A).  I focused on marketing and 
communications departments, but contacted employees in sales and education as well.  
When possible, I conducted in-person interviews, except for the two interviews with 
Symphoria employees which were conducted and recorded over the phone.  All 
interviews were recorded and transcribed.  Additionally, I “observed” each orchestra’s 
website and social media channels to see how they were utilized within the overall 
marketing efforts of each organization. 
 
 
 
21 
 
 
 
 
 
 
 
 
CHAPTER THREE – AUDIENCE ENGAGEMENT ACTIVITIES 
 
 
 
 
As traditional demographics are declining and classical music as a whole is 
becoming less popular, orchestras in the United States must find innovative ways to 
attract audience members, and create engaging, meaningful experiences, to encourage 
repeat visits.  WolfBrown, a research group, offers a more clinical definition of audience 
engagement as “a guiding philosophy in the creation and delivery of arts experiences in 
which the paramount concern in maximizing impact on the participant” (Brown and 
Ratzkin 2011).  In simpler terms, audience engagement focuses on the audience 
member being a part of the arts experience, not just a passive bystander.  However, 
there are different levels of engagement, ranging from “readers...who enjoy doing little 
except for reading program notes” to “active learners [who] want to get personally 
involved in shaping their own experience” (Brown and Ratzkin 2011).  Based on this 
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range, engagement activities can be incredibly simple or complex, depending upon the 
intended audience.   
One type of audience engagement strategy that the orchestras employ is 
offering activities for their patrons.  These activities include pre- or post-concert 
offerings, special events, and summer concerts.  Each orchestra studied for this thesis 
offered a combination of these engagement activities, typically looking to maximize 
opportunities dependent upon the programming.  The Buffalo Philharmonic Orchestra 
had the widest range of activities offered to its patrons, ranging from free summer 
events to a special Halloween themed party.  Symphoria, being a young organization, 
had the least amount of activities throughout the season, mainly due to financial 
limitations.  Despite its national reputation and extensive concert offerings, the 
Rochester Philharmonic Orchestra’s activity-based engagement events were limited to 
pre-concert lectures and free summer performances.  
 As stated before, the BPO has the most extensive offerings of activities for its 
patrons to enjoy.  The BPO typically offers pre- or post-concert parties for a handful of 
its regular series concerts, spread across each type of concert: Classics, Pops, Rock.  
These events are open to all audience members at no additional cost.  While the 
organization typically hosts between two and four hundred people at each “party,” 
during the winter months, if the weather creates unsafe driving conditions, the BPO 
must be prepared for either a much smaller turnout or a large crowd.  Additionally, 
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regarding inclement weather that is typical in Western New York in the winter months, 
the BPO does offer exchanges for people who cannot attend concerts.   
Activities planned in conjunction with special events were the most involved and 
required the most planning.  They offer a mini-series called Know the Score, which was 
implemented to “take either one piece of music, or one composer, or a musical 
movement…and explore it in a lot of depth” (Jenkins 2016).  Previous Know the Score 
concerts have focused on Holst’s The Planets and music of Aaron Copland.  For The 
Planets concert, the BPO collaborated with the Buffalo Astronomy club, which provided 
telescopes for patrons to view the night sky after the performance.  During the actual 
concert, there was a multimedia screen that featured “images from NASA missions and 
New Horizons” (Jenkins 2016).    Something to note, however, about the Know the Score 
concerts, is that they were originally created to appeal to young professionals, by 
offering an experience where one didn’t need to have any prior knowledge of classical 
music to enjoy the concert.  Unfortunately, that was not the audience that would 
typically attend.  More often than not, it was the Classics series audience who was 
“interested in going deeper with the music” (Jenkins 2016).  This type of program should 
appeal to “insight-seekers” who “seek an intellectual experience, and like to absorb a lot 
of information before and after arts programs” (Brown and Ratzkin 2011).  While these 
types of events might not serve to convert single-visit patrons, they are still valuable in 
building and maintain relationships with current audiences.  The additional components 
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included with the Know the Score concerts, allow patrons to gain better insight into the 
music. 
Another special event concert that had a party attached to it was the BPO’s 
Halloween themed concert, which happened to fall on Halloween that specific year.   On 
the program was the movie Psycho, featuring the BPO playing the score.  A costume 
party was scheduled for after the program, along with a rock band.  The organization 
found that event to be highly attended by young families, the exact audience they were 
hoping to attract. On the other end of the spectrum, the Buffalo Philharmonic Orchestra 
offered a special concert, called Soundwave, that was created specifically for the young 
professional/ millennials generation in mind.  The BPO collaborated with popular, local 
rock bands to chart their music and have them perform with the orchestra.  Free beer 
and pizza was also offered for an additional enticement.  While millennials and younger 
generations did attend the event, it was “not in the droves [the marketing team] 
thought” would happen  (Schwartz 2016). 
For each concert in the Philharmonics series at the Rochester Philharmonic 
Orchestra, there is a pre-concert lecture.  It is held one hour before the concert, and 
typically includes a panel of musicians, the conductor, and if possible, the featured 
artist.  The Director of Ticketing and Sales, Ed Solorzano, stated that on average “50-75 
people might show up ahead of time” (Solorzano 2016).  This is a relatively low number, 
considering the size of Kodak Hall, which can hold up to 2,200 people.  Unless there is a 
well-known artist, like the upcoming sold-out Yo-Yo-Ma concert, RPO Philharmonics 
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concerts typically do not sell to capacity.  Perhaps if there was a social aspect added to 
the lecture, more audience members would be encouraged to attend.   
Special event concerts typically draw larger crowds, and ones that are more 
diverse than traditional RPO audiences.  In the 2015-2016 season, the RPO offered a 
Final Fantasy themed program, titled “Distant Worlds: Music from Final Fantasy.” In 
addition to a multimedia screen that showed content from the Final Fantasy game 
series, there was a free talkback offered after the concert with a panel of guests ranging 
from a video game expert to a Grammy-award winning conductor (RPO).  The panel 
discussed the history of the Final Fantasy series, as well as the music that has captivated 
players for years.  Similar to the Know the Score series, this gave audience members the 
opportunity to gain a further understanding of the music within the video game.  
Concerts like these typically either sell out, or sell to near capacity, making them a 
revenue boosting event for the orchestra as well. Another concert that had an 
additional engagement feature was a Star Wars themed concert.  When discussing the 
concert with the Senior Marketing Manager, Katy Judd, she said that they brought in 
people to dress up as Star Wars characters.  While this was a simple way to provide an 
engaging activity for audience members, it was also a way to add to the overall audience 
experience, which is something that is becoming more important in the orchestra 
industry (Oliver Wyman 2008).  A simple event like this can reach a new audience, 
engaging them in a way that is unimposing, relatable, and comfortable. 
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Symphoria, established in 2013, is still in the process of building its audience 
base, and therefore building its infrastructure.  Assistant Director Jon Garland explained 
that the orchestra will begin to offer pre-concert lectures in the 2016-2017 season.  This 
information was confirmed in a Symphoria email sent out, and was also posted on their 
website (experiencesymphoria.org).  Additionally, Mr. Garland explained that 
“we’re trying to do that in a little bit of a different way. A lot of orchestras do 
that in their hall and of course there are a hundred people in a place that sits 
2,000, and it feels like no one’s home.  We’re doing ours in a separate room with 
probably a pot of coffee and cookies for a bit of a different experience.” 
Built into Symphoria’s Casual series are informal meet-and-greets with musicians 
and conductors after each performance (experiencesymphoria.org).  This provides 
audience members the opportunity to interact with each other and the ability to directly 
ask composers and musicians questions about the music that was performed. According 
to an NEA report, “gaining knowledge or learning something new” was cited as a 
performing arts attendance motivator by 48% of adults surveyed (NEA Report #59 
2015).  Breaking down the so-called “fifth wall” between audience and musician allows 
patrons to develop relationships with their orchestra, and move beyond being a passive 
audience member.  These types of experiences can help strengthen the bond between 
patrons and orchestras, hopefully leading to higher attendance, repeat visits, and 
increased engagement in other activities.  An innovative activity Symphoria is 
implementing this year, in collaboration with the Connective Corridor (part of Syracuse 
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University), is the installation of portable, outdoor, tunable instruments (Underhill 
2016).  These outdoor instruments will allow Symphoria to engage with its community 
at a point that is welcoming, not intimidating.  They also present the community with a 
different view of its orchestra, one that is committed to bettering its city and residents.  
Symphoria players will be engaging with community members in order to introduce 
them to the “musical possibilities of the new installations, demonstrating technique and 
playing along with the public” (Loomis 2016).  Similar to the Casual concert series, these 
outdoor instruments help break the barrier between classical music and the audience, 
giving people a chance to engage in an unconventional and interactive way.  Symphoria 
is trying to engage its constituents in ways that are “relevant and have value”, 
recognizing that they still have work to do in order to have their audiences genuinely 
“reflect the population of the city of Syracuse” (Underhill 2016). 
 Lastly, Symphoria offers a series called the Spark Series, which are offered in 
different venues, and “include food, appetizers, and desserts, and a cash bar” (Underhill 
2016).  Adding to the unconventional nature of these concerts, the orchestra, or 
ensemble, depending on the programming, plays in sets, so the audience is free to walk 
around and mingle in-between “acts.” It allows for people to be more social throughout 
the concert, as opposed to just before and after, sitting silently in-between.  The 
different locations also attract people who are interested in architecture, giving the 
orchestra a chance to connect with different members of the community.  
28 
 
 
 In addition to activities offered to all audience members, each orchestra offers 
special activities for their subscribers.  Because this group of patrons are often most 
loyal and typically spend the most money throughout the season, orchestras offer 
benefits to reward loyalty.  At least once a year, the Buffalo Philharmonic Orchestra has 
a subscriber (and donor) appreciation concert.  It is a free concert, but open only to 
those patrons who are subscribers or donors with the BPO.  Additionally, the BPO offers 
a pre-concert event for Classical subscribers and Pops subscribers with “hors d’oeuvres, 
desserts, and coffee” (Schwartz 2016).  At this concert, the conductor also spoke with 
subscribers about the concert, as well as upcoming concerts.  This gives patrons the 
opportunity to socialize with each other, as well as BPO conductors, in a venue that is 
exclusive, an idea is that well liked among BPO subscribers (Schwartz 2016).  The 
Rochester Philharmonic Orchestra recently started an initiative to invite subscribers and 
donors to an open rehearsal during the concert season.  Patrons were allowed to 
observe the orchestra rehearse in the days before the concert, giving audience 
members a new perspective on how the RPO prepares for their performances. 
Symphoria offers subscribers a similar event, “an event where [they] have [their] music 
director talk about the upcoming season, so it’s the first public introduction to what the 
next season is going to be” (Underhill 2016). Creating special and exclusive 
opportunities for subscribers can help foster an increased sense of belonging and 
connection to their local orchestra. 
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CHAPTER 4 – DIGITAL MEDIA, TECHNOLOGY AND SOCIAL MEDIA 
 
 
 
 
 Within the past few years, technology has become more prevalent in society, 
and has started to be utilized by arts organizations as well.  While technology should 
never be the sole focus of an arts experience, incorporating social media and digital 
media formats can create a more engaging experience for arts patrons. According to a 
2011 WolfBrown report entitled “Making Sense of Audience Engagement”, there is an 
audience typology called “technology-based processors”, who seek blogs, social media, 
and other digital venues for engagement” (Brown and Ratzkin 2011).  This audience 
subgroup should be thought of as orchestras create new programs and consider how to 
utilize digital media to their best advantage. 
The Buffalo Philharmonic Orchestra incorporates technology throughout its 
marketing plan, as well as in certain concerts throughout their season.  While it can be 
very expensive to add a technological component to each concert of the season, the 
BPO selects certain performances to use their multimedia screen.  This past season, it 
was utilized for a Know the Score concert, that featured the music from Gustav Holst’s 
The Planets.  
The BPO also incorporates technology in their educational program, primarily 
their West Side Connection concert.  This is an annual concert, that “serves students in 
12 schools with Spanish bilingual, International, and Native American students” (BPO 
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Marketing material).  The orchestra used to do a live broadcast of the concert, for 
schools that could not attend for whatever reason, but due to financial constraints, the 
concert was offered as an on-demand recording in the schools, instead of a broadcast 
(Dabbelt 2016).  This allows for the orchestra to create more engaging and educational 
experiences in the public-school system.  It is subsidized, so there is no cost to schools 
that wish to participate. In addition to the recording of the West Side Connection 
concert, music educators also have access to educational resources, such as curriculum 
tie-in worksheets and suggested classroom projects that relate to the concert program. 
Kate Jenkins, the BPO’s Communication Coordinator, is responsible for running 
the various social media platforms as well as managing the website and its content.  The 
BPO maintains an active presence on Facebook, Twitter, Instagram, and YouTube.  Ms. 
Jenkins views social media as a way to “deepen…connections with people who are 
already interested” (Jenkins 2016).  In other words, the BPO utilizes social media more 
to engage with their current audiences and patrons, than as a way to develop new 
audiences.  Content varies slightly across platforms, but due to time and staff restraints, 
each media site cannot be filled with unique content.  Ms. Jenkins, however, does try to 
offer compelling content that entices people to “follow” the orchestra on each platform. 
The BPO’s website is easy to navigate and features a slideshow of upcoming 
performances, as well as subscription opportunities.  Information is easy to find, 
especially regarding community engagement programs.  Social media links are not 
displayed prominently on the BPO homepage, which could hinder possible audience 
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engagement on those channels.  While the different sections of the website are clearly 
labeled, there is not much text on the BPO’s homepage, focusing more on visuals to 
guide visitors.  
An innovative way that the BPO is incorporating social media into its marketing 
plan is through text-message marketing.  Starting this past summer, the BPO offered a 
new texting program that people could sign up for and receive notifications for 
upcoming concerts and subscription opportunities.  To encourage participation, people 
who chose to sign up were entered into a drawing to win a 12 concert Flex Pass 
(Schwartz 2016).  Due to the simple way to opt-in and opt-out, almost 600 people chose 
to enroll in this new marketing initiative.  Susan Schwartz, the Director of Marketing and 
Communications at the BPO, was initially hesitant about this program, mostly due to 
fears of alienating their core demographic who is not texting as much as younger 
generations.  However, Schwartz understands that “if we’re going to get young people, 
we have to go where they live” (Schwartz 2016).  This is an example of how the BPO is 
actively looking to encourage younger generations to participate and engage with 
classical music in a way that is approachable and relevant. 
Similar to the Buffalo Philharmonic Orchestra, the Rochester Philharmonic 
Orchestra utilizes a multimedia screen for various concerts throughout the year.  For 
this upcoming season, the RPO will be playing a live-score accompaniment to The 
Raiders of the Lost Ark, an Indiana Jones film.  The multimedia screen with be used to 
project the movie while the RPO plays the score.  This type of event both creates a more 
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engaging experience, and appeals to different types of audiences to encourage 
attendance.  
Social media implementation is a relatively new focus of the RPO’s overall 
marketing strategy.  According to Michelle Shippers, RPO Communication Manager, 
Twitter was not emphasized until 2014, and Instagram not until July 2015.  Facebook is 
the RPO’s largest social media market, but Ms. Shippers strives to use all three platforms 
to “develop, grow, and engage [their] audience base” (Shippers 2016).  The RPO’s 
Facebook account does have the most varied postings throughout the week.  However, 
this could be because it is their largest audience market, or simply due to the flexibility 
of posting options on the Facebook platform.  Twitter is limited to 140 characters and 
Instagram is mainly image-based.  While each platform has a specific set of users, 
Facebook is generally the easiest to post a variety of information in a fast, 
uncomplicated way.  In addition to social media, Ms. Shippers also maintains the RPO’s 
blog.  In this digital sphere, interviews with members of the orchestra are posted, as 
well as with administrative staff.  Also, more general updates about the orchestra can be 
posted, along with links to purchase tickets to upcoming performances.   
For the past two seasons, the RPO has offered a “Tweet Seats” opportunity at 
the annual season preview concert.  For this event, Communications Manager, Michelle 
Shippers “recruited college students to sit in designated ‘tweet seats’ to create social 
media buzz throughout the event” (Shippers 2016).  These media posts were then 
collected and posted to a website called Storify.  Dozens of audience members 
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contributed to the #RPO1617 hashtag, either tweeting about the concert, or asking 
musicians and conductors questions.  This is a simple activity to engage the millennial 
generation, in a way that is accessible and meaningful in their lives.  This type of 
technology based engagement helps to “build community and prolong the arts 
experience” (Brown and Ratzkin 2011), by allowing patrons to share their point of view 
with other audience members, as well as the greater community who can view the 
Twitter updates. 
The Rochester Philharmonic Orchestra’s website contains a wealth of 
information, but is organized poorly, with a few outdated or redundant pages.  
Additionally, the RPO recently underwent a small rebranding effort, resulting in a new 
logo being designed.  However, the new logo is only shown on the ticket purchasing site, 
not on the main RPO website, which still displays the old logo.  This creates a disconnect 
between the branding identity of the organization.  Making minor changes to the layout 
of the website could provide an additional opportunity to engage users from the start of 
their experience with the RPO. 
Symphoria is the most interesting example of how orchestras can use digital 
media to their advantage.  With a very small staff (three full-time and three-part-time), 
many responsibilities are shared in order to accomplish goals.  Like the RPO and BPO, 
Symphoria has an active Facebook page, as well as Instagram and Twitter accounts.  
Symphoria’s website is straightforward and easy to navigate.  All relevant information 
regarding upcoming performances and concert series is accessible on the homepage, 
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along with links to other content, such as community engagement programs, 
educational programs, and directions.  Social media links are also included at the top 
and bottom of the webpage, to encourage visitors to follow Symphoria on other media 
platforms. 
Symphoria is “heavily invested in digital advertising…because of the ability to 
track and report” (Garland 2016).  The orchestra received a grant through Google 
AdWords that allowed them to increase the amount of money they put toward digital 
advertising.  This past year (2015-2016 season), Catherine Underhill, Managing Director 
of Symphoria, estimated that 75% of the marketing budget was put toward digital media 
and advertising (Underhill 2016).  In addition to social media posts, all digital ads 
(Facebook ads and Google banners) direct users to Symphoria’s website. One impressive 
statistic Jon Garland shared was that in June of 2014 the website had 60,831 sessions 
from 39,369 users, and one year later, after investing more in digital advertising, the 
website had 633,623 sessions from 342,835 users (Garland 2016).  Before investing in 
digital ads, Symphoria ran “limited time-period experiments” to try and see if they could 
“identify any kind of increase or movement in [their] sales rate” (Garland 2016).  The 
result was that every time a digital ad was implemented, sales would increase.  Having 
concrete numbers and data helped Symphoria pitch digital advertising to board 
members who were initially hesitant.   
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CHAPTER 5 – DISCUSSION AND CONCLUSION 
 
 
The Buffalo Philharmonic Orchestra, the Rochester Philharmonic Orchestra, and 
Symphoria all offer various audience engagement activities, designed to build 
relationships and create a more “active” audience member.  Each orchestra offers some 
type of activity that either precedes or follows a concert.  These activities are easy to 
implement, cost-effective, and could attract as many people as are attending a concert.  
As stated before, pre-concert lectures, open rehearsals, and post-performance meet-
and-greets with musicians are perfectly suited for “insight seekers…[who] look for 
opportunities to gain ‘insider’ information…and enjoy learning from their peers as much 
as being privy to the curatorial insight that the...director…may provide” (Brown and 
Ratzkin 2011).  Knowing who is attending these activities will help the orchestras craft a 
better experience to foster and build better relationships with audiences.  For the 
Buffalo Philharmonic Orchestra, the pre- and post- concert activities they offer focus 
heavily on the social aspect, which is beneficial to creating a sense of community within 
audiences. However, if possible, having occasional concerts that featured meet-and-
greets with BPO musicians would help to engage other type of audience members. 
Surveys sent out to concert-goers are a simple way to discern more about who is 
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attending each concert and learn more about their motivations.  Answers will help guide 
the creation of new events or even concert programming. 
Summer concerts are another popular activity to engage with audiences that 
might not typically attend classical music concerts.  These events are important in 
building relationships with members of the community who cannot afford ticket prices 
or who are unable to get to the concert hall, for one reason or another.  These types of 
experiences help introduce orchestras to their community as well as serve as gateway 
experiences for potential audience members, or subscribers (Whitaker and Philiber 
2003).  While these concerts are vital to developing new audiences and “demonstrating 
that the orchestra is accessible to a wide range of people,” they do not typically include 
any type of engagement activity (Whitaker and Philiber 2003).  Adding something as 
simple as a pre-concert chat or an informal meet and greet with the musicians could 
help better engage this subset of audience members.  The latter would be beneficial 
because of the casual nature of summer concerts, and would provide an inviting 
opportunity for audience members to interact with the musicians. 
While each orchestra has made a point to increase the use of social media as it 
becomes more popular, there are still ways to improve its effectiveness.  One simple 
suggestion is to post on social media multiple times per day, depending on the platform.  
Marketing company Marketo suggests posting on Twitter at least once an hour, LinkedIn 
once or twice per day, Instagram 3-7 times per day, and Facebook once or twice per day 
(Ip et al. 2016).   Both the Rochester Philharmonic Orchestra and the Buffalo 
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Philharmonic Orchestra post on Facebook at least twice a day, and provide users with 
varied content, not just advertising upcoming concerts.  Symphoria does not post as 
much, 3-5 times per week instead. The amount of posting suggested by Marketo is 
tailored for a corporate environment and is not sustainable for most art organizations.   
However, maybe even more important than getting content on each platform is 
understanding how best to use each of them.  Mastering the ever-changing landscape of 
social media can be an overwhelming task and there should be at least one staff 
member responsible for maintaining all media accounts and keeping updated on all 
changes.  This can be a challenge for orchestras that have small marketing departments 
and cannot afford to hire an individual specifically for social media.  The ease of tracking 
impact of social media and digital advertising should be taken into consideration.  Now, 
more than ever, it is possible to see how various platforms are being utilized by 
audiences, making it easier for organizations to measure impact.  Another challenge is 
to keep content fresh, different, and engaging across all media platforms.  While there 
are applications that allow you to post across all social media platforms at once, this is 
typically limited to posting the same content on each site. Providing slightly varied 
content across social media is one way to engage users across platforms, but requires an 
enormous amount of time and commitment.   
While engagement activities and digital media do work to engage audience 
members beyond the ticket buying process, they tend to attract the audiences that are 
either already attending performances, or the subscriber base of the orchestra.  While 
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both are positive outcomes to these programs, the orchestras in this study, as well as 
orchestras across the country, are seeking to attract younger generations, such as 
millennials, to replace the loss of older audience members each year.  In the report 
entitled “Re-imagining the Orchestra Subscription Model” by the research firm Oliver 
Wyman, it is suggested that “millennials tend to hear about music, arts, and culture 
through word of mouth, online publications/ ads, and social media” (Oliver Wyman 
2015).  This makes the use of social media more crucial in targeting and attracting 
younger demographics.   
Additionally, the Oliver Wyman study suggests creating a newer subscription 
model, based more on customer preferences than pre-packaged concert series.  
Recommendations would be based on “past purchases and searches” in order to 
improve the buying experience (Oliver Wyman 2015). The study states that this could be 
a dynamic way to attract Millennials, because they are used to receiving information 
based on their preferences and history, as with shopping sites such as Amazon, or the 
streaming site, Netflix.  This could be an interesting method to offer more personalized 
services for new audience segments, which might enhance the overall experience.  
Additionally, with personalized recommendations, the value associated with the artistic 
product (the classical music concert) could rise in the eyes of younger generations.   
Despite younger audiences being willing to pay higher prices for “premium 
products,” most arts organizations still struggle to attract this demographic.  For the 
organizations in this study, despite offering programming that was specifically designed 
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for millennials and younger audiences, the programs never attracted the target 
audience in the numbers hoped.  What the Oliver Wyman study concludes is that for 
most millennials, the product needs to be marketed differently for this audience group.  
This, however, goes back to the limited resources the orchestras have in terms of 
utilizing social media to its full effectiveness.   
One recommendation for this challenge is to survey millennials and young 
professionals to discover patterns of attendance and attendance motivators.  
Additionally, the orchestras could sponsor groups of young professionals in the area 
who would act as ambassadors in the community and encourage their peers to attend 
concerts.  This could be a more effective means of advertising simply because a peer 
endorsement is often viewed as more trustworthy than one coming directly from an 
organization.  If other young professionals and millennials see that their peers are 
actively engaged with their local orchestra, it might encourage larger turnout and 
participation in classical music events. 
 
 
RECOMMENDATIONS 
 
 
 
 Despite some challenges, the RPO, the BPO, and Symphoria are doing well in 
terms of attracting audience members and new subscribers each season.  The BPO and 
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RPO are well established in their communities and have demonstrated their value and 
connection to their cities.  Both orchestras have continued to buck industry trends of 
declining subscriber numbers the past few years.  Symphoria, despite being a new 
organization (established 2012), has experienced tremendous growth and continues to 
strive to prove its value and relevance to its community.  Catherine Underhill, Managing 
Director of Symphoria, clearly understands that orchestras must evolve as an industry in 
order to “have value to a broad spectrum of people” (Underhill 2016).  This is an 
encouraging mindset because it recognizes that the arts industry itself has to work to 
become relevant, instead of mainly relying on the programming being put forward for 
audiences.  It shifts focus from external forces to internal ones that can affect audience 
perception and reaction.  
 Moving forward, however, all three organizations need to focus on attracting 
younger generations to their concerts, including young professional, high school 
students, and even grade school children.  I recommend implementing programs that 
provide valuable experiences for young professionals and millennials, incorporating 
networking and concert opportunities.  Social elements of the arts experience are 
important motivating factors for audiences under 35, so careful attention should be paid 
to how the orchestras incorporate this into their events.   
 Another recommendation for the orchestras would be to create specific social 
media marketing plans, as well as methods of evaluations for those plans.  If possible, 
the plan should incorporate the opinions of young professionals and millennials, since 
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they are the most likely people to view and respond to social media.  In Standing Room 
Only, Bernstein states that “given the rampant and continually growing popularity of 
social media, it should be front and center of marketing strategy” (Bernstein 2014).  
Because of the relatively low cost associated with social media, organizations can feel 
free to experiment on what works and doesn’t work without a high cost-associated risk.  
Using Symphoria as an example, it is clear that investing in social media and digital 
advertising can have a dramatic impact on web site traffic and ticket sales.  Digital 
advertising also makes it easier to track exactly who is visiting the website, and how far 
they go into the ticket buying process.  While a heavier focus on social media and digital 
marketing might alienate older audiences, these orchestras will soon need to start 
focusing on the audience group that will rapidly start to replace the older orchestra 
attendees.  The orchestra industry as a whole is tradition bound, both in marketing 
techniques and audience demographics, but going forward some traditions must be 
bucked in order to cultivate new audiences. 
With any implementation of a new program or activity, there must be equal 
attention paid to evaluation and impact.  Engagement programs can only be successful 
if there is an effort to track the impact they have on all target groups.  This can be done 
through simple email surveys, or a more in-depth focus group or interview series.  Input 
from constituents is an important element to figuring out what makes program 
successful or unsuccessful. 
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Last, it is important to discuss how these engagement activities fit into the 
orchestras on a larger level.  The RPO and BPO both have large administrative staffs, 
while Symphoria has a small staff of 7 people.  Additionally, Symphoria staff members 
share marketing responsibilities, while the RPO and BPO each have a dedicated 
marketing and communications department. However, the RPO’s marketing/ 
communications department is currently limited to three people, which could easily 
lead to staff members being overwhelmed, especially if they are seeking to implement a 
broad social media strategy.  As Symphoria grows, it will eventually need to hire 
additional staff members, to increase the orchestra’s capacity to serve its community. 
 If the Rochester Philharmonic Orchestra, Buffalo Philharmonic Orchestra, and 
Symphoria begin to attract millennials and start to integrate social media into overall 
marketing plans, there should be no cause for concern over the orchestras’ futures in 
their communities.  Building and engaging future audiences are two challenges faced by 
most arts organizations in today’s society, as current audiences shrink and age.  
However, because this is a universal challenge, organizations in the arts sector should be 
encouraged that they are not alone in the struggle, and have a wealth of resources 
available to them in their peers in the field, and beyond.  
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APPENDIX A: LIST OF PEOPLE INTERVIEWED 
Buffalo Philharmonic Orchestra 
1. Susan Schwartz – Director of Marketing and Communications 
2. Kate Mockler Jenkins – Communications Coordinator 
3. Jeff Dabbelt – Education Manager 
 
Rochester Philharmonic Orchestra 
1. Katy Judd – Senior Marketing Manager 
2. Michelle Shippers – Communications Manager (via email) 
3. Ed Solorzano – Director of Ticketing and Sales 
 
Symphoria 
1. Jon Garland – Assistant Director, Founding Member, and Board Member 
2. Catherine Underhill – Managing Director 
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REVENUE VS. EXPENSES FOR PREVIOUS THREE FISCAL YEARS 
 
 Buffalo Philharmonic 
Orchestra 
Rochester Philharmonic 
Orchestra 
Symphoria 
 Revenue Expenses Revenue Expenses Revenue Expenses 
FY2014 12,555,987 11,477,484 9,413,866 10,354,890 1,818,912 1,869,719 
FY2013 12,002,590 11,699,965 9,211,606 9,787,619 1,645,367 1,737,857 
FY2012 11,543,295 11,045,582 9,327,225 9,397,547 1,244,624 1,115,158 
Figure 1  - Revenue vs. Expenses 
 
As seen in the figure above, the Buffalo Philharmonic has turned a profit for the past few 
fiscal years, while the RPO and Symphoria have operated with a deficit at the end of each 
year.  While increasing revenue is always a concern for orchestras in today’s society, the 
RPO and Symphoria are still able to provide high quality programming to their patrons.  
Symphoria is a new organization, so it is still developing revenue streams, including 
increased ticket sales, contributions, and corporate sponsorships.  Symphoria’s revenue is 
increasing at a similar pace to their expenses, highlighting that as they are continuing to 
grow their income, not just expenses.  The Rochester Philharmonic Orchestra is on an 
upward trend from previous seasons.  During the middle of the 2012-2013 season, the 
music director of the RPO was terminated.  This caused a bit of controversy from which 
the RPO has been recovering since.  They have been increasing subscriptions and single 
tickets sales, but have also been bringing in bigger name guest artists which contributes 
to increased expenses.  Overall, I do not see these deficits as a point of concern for these 
orchestras, as they have continued to develop their revenue streams and increase their 
contributed income. 
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